(V.iv. 70-73)
Timon would never have come to such an end if he had not experienced the failure among his acquaintances of the great Renaissance ideal of friendship. The "bond" between friends ought to be as strong, and of the same quality, as the essential bonds of love and loyalty which cement together the social structure itself. Unfortunately, however, Timon has found that he has built his prodigal expectations on an imaginary "bare friendship" which only destroys him after its failure. From a picture of blind and excessive generosity, he falls to a representation of an excessive and alienated hatred which cannot be conquered even by the moving example of the good man, his former steward, who refuses to relinquish his loyalty to his former master. As Apemantus tells him in Act IV.iii.301-302, Timon has never known the "middle of humanity . . . but the extremity of both ends."
Because he so prodigally shares his substance with wolfish parasites, Timon will ultimately be tumbled into an angry misanthropy which thinks it sees the devastating truth about the universality of human depravity. Prodigality, as visualized by Cesare Ripa, is "hoodwink'd" i.e., blindfolded, as in the game of blind-man's-buff. Thus Timon is one of those who unseeingly "spend and squander their Substance without Reason, to those who are unworthy, for the most part, observing neither Rule nor Measure reality, until the hypocrisy of his guests is revealed to him. At the point when he recognizes the truth, however, the milk of his kind disposition begins to sour, and by the beginning of the fourth act he can only pour the scorn of his fury (also pictured as blindfolded by Ripa6) upon the concepts of loyalty, piety, degree, truth, manners, law, and custom. "And let confusion live!" he loudly concludes. This is his prayer to Chaos that all might be swallowed up in her numbing power. At neither "extremity" does Timon have a clear-sighted view of the human condition.
Traditionally, Timon had been known in the Renaissance as the image of a more or less unmotivated misanthrope who was believed to have lived in the Athens of Socrates, Plato, and Aristophanes. It is thus that he is presented in North's translation of Plutarch, who pictures him as "angry" and untrusting.7 Typical of the Renaissance view of Timon as a "hater of all mankinde" is Montaigne: " Timon wisht all evill might light on us; He was passionate in desiring our ruine. He shunned and loathed our conversation, as dangerous and wicked, and of a depraved nature."8 Such a merely cynical and misanthropic character would have been of little use to Shakespeare had not another element also informed the iconography of Timon. It was largely from Lucian's satiric dialogue of Timon, widely known in the Renaissance through Erasmus' Latin translation,9 that the notion was derived of a man, once wealthy, who had ruined himself through generosity. In the seventeenth- Reliance on a set of false friends, none of whom will live up to any ideal, brings Timon to a thoroughgoing hatred of the human species: "These brought him to this base despised trade, / And hurld him from the Scepter to the Spade," while those "rais'd and brought to fame" by his "bounty" now hardly "remember Timon has a name."" Here, in Lucian's dialogue, is the basis for the icon of the exemplar of friendship's acts who becomes understandably disillusioned.
Shakespeare 's Timon is engaged in displaying tremendous acts of generosity when we first see him in Act I. He visualizes himself at the center of a band of friends knit to him by the most sacred bond of comradeship. Almost his first words in the play are "I am not of that feather to shake off / My friend when he must need me" (I.i.103-104), and he expects the same quality of those who surround him. Nor does he hear anything which would shatter his illusion. For example, Ventidius, whose servant tells Timon that his master is "ever" bound to him (I.i.107), would have him think that he is secure among those who share his friendship. Moved by that feeling that Spenser identified as a "kindly flame,'''2 he is even comforted by his relationship to others: "O what a precious comfort 'tis," he says, "to have so many like brothers commanding one another's fortunes" (I.ii.101-103). His will to give is infinite, for he is truly "the very soul of bounty" (I.ii.207).
Friendship is understood as a bond which is not only a radiant ideal but is also an expression of a most necessary kind of good will that makes society cohesive. For the Renaissance, one of the basic texts thus describing friendship was Cicero's De Amicitia, a work which specifically mentions the negative case of Timon, an unusual man without desire for or need of friends, as an example of the adverse of the ideal. ' 
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HUNTINGTON LIBRARY QUARTERLY endure, no, nor yet any tillage to continue. ''14 Since virtue and good will are the natural wellsprings of friendship,'5 it cannot be forced or false, but must flow spontaneously from the heart. There can be nothing calculating about true friendship, no cool weighing of profit and loss.'6 Nor can such a feeling of unity, such love come into being except between virtuous men. Cicero explains, "neyther can Freendeshippe in anye wise bee withoute Vertue."17 Thus, while Timon scorns hollow "ceremony" (I.ii. 15-17) and wishes that he had possession of whole "kingdoms" that he might bestow them on his "friends" (1.ii.219), these hypocritical parasites universally will prove themselves unworthy of his trust. But the total lack of true friendship and gratitude in Athens will eventually make itself felt: the city will not be able to stand when the banished Alcibiades returns to work his revenge.
Timon's will is weak only on the side of generosity. As his Steward comments, he is "brought low by his own heart, / Undone by goodness" (IV.ii.37-38). He is, of course, the image of a most unusual man, sanguine and sophisticated in his love of music, entertainment, and feasting-all of which provide central tableaux in the earlier part of the play. Yet he loves such things not for their own sake but because they will delight and cheer his friends. His prodigality is not, of course, to be identified too precisely with the classic Christian paradigm: he is no prodigal son sowing his wild oats. Despite the obvious double meaning which would seem to connect Timon 's "'spending'" of gold with "spending" in the sexual sense,'8 Shakespeare seems content with the iconography of a man ecstatically scattering his worldly wealth. Indeed, we see no women in the play, except in the masque, until Alcibiades' mistresses appear in IV.iii. But the Renaissance meaning of ''prodigality" would allow for the facts as they are presented in Timon. The principal character's flattering would-be friends are shown drawing away the riches of this magnanimous man and leaving him impoverished. In this instance, a gloss in the Geneva Bible seems relevant, for there reference to the prodigal's "riotous living" is said to involve a "Greke worde [which] signifieth, so to waste all that a man reserveth nothing to him self.'''9
The magnanimous person, however, was believed in the Renaissance Hence Timon is said to "pour out" kindness (I.i.273-274). Surely it is significant that in the 1603 and 1630 editions of the Iconologia, the pouring out from a cornucopia appears as an essential detail in both Prodigalita and Pieta.21 To have a liberal hand may thus be a sign of immense goodness and nobility, or it may mean unpardonable folly. In Timon, goodness and prodigality are inseparably bound together in one character. Shakespeare seems very much aware that Timon's openness is at once a great virtue and a great fault. Unfortunately for Timon, however, the Renaissance proverb is proven true: "A spending hand that alway powreth owte / Had nede to have a bringer in as fast. "22 Except for his loyal servants, Timon as we see him in the early part of the play is surrounded only by parasites and flatterers rapaciously reaching out for whatever wealth they can get from Timon's liberal hand. With the exception of bitter, unfeeling Apemantus, those who come to Timon's feast present false faces which hide more or less crudely disguised serpent hearts full of "poisonous spite and envy" (I.ii.135). These "glass-fac'd" flatterers are "glib and slipp'ry creatures" (I.i.54, 59) who are intent upon transforming the quality of their host's good will into a quantity of gold coin. The description of the flatterer as "glass-fac'd" is iconographically important, for the mirror appears widely as a standard emblem of pride23 and surely is intended to point toward weakness in Timon, who obviously very much likes to receive back the desired image of his beneficence. The smiling face of the flatterer is thus the mirror into which he looks. Nevertheless, despite the obvious ambiguity in Timon's character, the reader will tend to overlook such faults in comparison with the horrible depravity presented by the parasites. Until the mirror is shattered in Act III, Lord Timon will fail to see what is behind the glass. Unlike Hamlet when we first see him, he is blind to that which only " seems"; Timon cannot recognize these spiritual ancestors of The most important emblem of the deceptive language of flattery is the dog, a creature to which Timon's friends are constantly being compared. Appropriately, a dog is an equivocal symbol in Renaissance iconography, for this creature can appear in reference to loyal friendship25 as well as to flattery, or even ingratitude.26 The latter is the more common. Two proverbs recorded by Tilley are typical of the prevailing attitude toward canines: "The dog wags his tail not for love of you but of your bread"; "Whores and dogs fawn on a man no longer than they are fed."27 As Caroline Spurgeon has pointed out, Shakespeare generally linked dogs to ideas of fawning, licking sweets, flattering.28 Thus in Timon, flatterers are hungry dogs who gulp down the Lord Timon's "meat"; thereafter they only "fawn upon his debts / And take down th' int'rest into their gluttonous maws" (III.iv.51-52). They are hypocrites who, when they are unveiled, are utterly lacking in the sanctity they pretended while enticed by the candy of Timon's feast and riches. More than this, they actually incorporate within themselves a high degree of viciousness. In the height of Timon's fortune, they dance before him; when he becomes bankrupt, they will, as Apemantus predicted, "stamp upon" him (I.ii. 139-140). These dogs will attack Timon's substance, and when that substance has been swallowed down, they will bare their ungrateful teeth and snarl at him. So it is that at the base of a column in the illustration of Ingratitude in the Hertel edition of Ripa, the following words appear: "Nutri canes, ut Te edant" ("Feed dogs, that they may eat you"). The words allude "to the story of Actaeon devoured by his own dogs. "29 Hence Timon becomes the victim of those whom he has fed, recognizes at last his position in relation to these false friends, and invites them with perfect appropriateness to partake of a banquet of warm water with the words "Uncover, dogs, and lap" (III.xi.82).
As they symbolically devour the lord who has kept and fed and pampered them, the false friends are indeed like Actaeon's "dogs" which, in 
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draines faster than it can be fild. "I' Furthermore, the outward flow lacks a significant result, for ultimately such needless pouring forth of bounty as Timon's will inevitably conclude with the drying up of its source.
In the meantime, however, Timon is displayed attempting to give the impression of limitless bounty. Instead of keeping a balanced course-the "mediocrity" which the Elizabethans had felt to be the best economic policy-he engages in spectacular waste. "Still in motion / Of raging waste!" the Senator exclaims at II.i.3-4; "It cannot hold, it will not." In contrast, one of the predatory and flattering lords attending on Timon in Act I is speaker for the illusion of limitless wealth: "Plutus the god of gold / Is but his steward. No meed but he repays / Seven-fold above itself: no gift to him / But breeds the giver a return exceeding / All use of quittance" (I.i.275-279). According to Fraunce, "Pluto was accompted the Lord of riches and treasure. Pluto is the earth, whence al metals are digged. Plutos in Greeke, signifieth riches. "36 But despite the fact that precious metals indeed do come from under the earth, they will breed only for the parasites who have found a fool to repay them at a higher rate than usury. Yet for Timon wealth fails to breed: he will be left shortly with less than empty coffers, for his debts exceed his net worth.
Nevertheless, despite his interest in Timon's prodigality as imprudent economy, Shakespeare really insists upon focusing on the matter which he considers more basic-the subject of friendship. As a Renaissance playwright, he could not have wished to isolate mere business matters and the tabulation of accounts as the stuff upon which his imagination might work. Timon is most certainly not a lesson in holding onto one's money, for Shakespeare surely accepts the Renaissance dictum that to have a too tight fist is far less desirable than to have a too open hand. Typical is Sir Francis Bacon's statement that "sins of defect are justly accounted worse than sins of excess; because in excess there is something of magnanimity, -something, like the flight of a bird, that holds kindred with heaven; whereas defect creeps on the ground like a reptile. "3 Shakespeare must have believed with Cicero that the defects of "Covetousnes of monye" and ambition are among the greatest plagues which might infect friendship.38 Also, Cicero lashes out at the means which the parasites use to gain financial enrichment as well as pleasure: "there is no greater Plague or mischiefe in Frendship, then adulation, glavering [blanditiam], and flattrye. "39 Such men will speak "all to pleasure, and nothing to On the other hand, Timon's "friends" will dismember, tear him apart for his gold. Gold is, of course, the prime temptation for Timon's false friends. While he is rich, they will come around him like "Time's flies" (III.vi.92); when his time of poverty comes, they will swiftly buzz away to other feasts. Yet it is not when gold has failed him that Timon becomes a misanthrope: we see him driven into his final despairing and angry state only when he has discovered that he is not rich in friends.
Timon's "bounty" might well have seemed on the level of the play's spectacle to function with the efficacy of "Magic" which has the "power" to conjure "these spirits"-i.e., parasites-"to attend" him (I.i.6-7). But magic also involves deception or "juggling," as Macbeth and Marlowe's Doctor Faustus learned. In the case of the latter, occult power over spirits turns out to be illusory in the end, when they turn upon him and tear his soul from his body. Magic is playing with appearances; the ability to transform reality or to perform genuine miracles is beyond its reach. Timon thus has been like a magician attempting to create artificial bonds of loyalty and friendship. The illusion lasts as long as Timon's gold with iconographic appropriateness gives him the appearance of potency; when it is all spent, the revels at his house are ended.
The illusion, to be sure, has been grandiose. 
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